A Great Baroque Master on the Outskirts of Latin Europe. Johann Georg Pinsel and the High Altar of the Church at Hodowica
After 250 years of its development history of art has in principle established a personal and territorial hierarchy of val ues. Today one can hardly count on any spectacular reevalu ations, and even less so on great discoveries, especially in the domain of European art. This situation results in equal mea sure from the development of art history itself as from the pressure exerted by the antiques, book, and tourist markets eagerly searching for new spheres of exploration and expan sion. Under such circumstances the case of an artist of top class, but known solely to a narrow group of specialists, is something rare indeed. And such is the case of the oeuvre of Johann Georg Pinsel, a Late Baroque sculptor active in the eastern territory of the former Polish Kingdom (now Ukraine) in the third quarter of the 18 th century. The exceptional quality of his art and at the same time the astonishing paucity of bio graphical data, along with the dramatic fate of his works account for his being a fascinating figure not only because of the scale of his talent but also for the mystery that surrounds him. We know more about a good many medieval artists than about Pinsel. His name appeared in the literature as late as 1923 1 , but it was not until 1993 that his first and second names could be established as well as the approximate date of his death and a handful of details concerning his family life 2 . All the same, both the place and date of Pinsel's birth remain unknown, and so does the centre in which he received his artistic training. Despite this very scarce biographical informa tion, the literature on Pinsel that has been increasing since the 1930s is fairly abundant, and his oeuvre more or less accu rately identified and correctly characterized 3 .
The fragment of Pinsel's biography and artistic activity that is known to us presents itself as follows. It is almost cer tain that the artist was ethnically German, though he could equally have come from the south of Germany (Swabia, Bavaria) as from Austria, Bohemia, Moravia, or Silesia. The date of his birth can be hypothetical^ established as about 1720 4 . His surname (transcribed in sources in different ways: Pinzel, Pinzenl, Pilse, Pilze, Pilznow, or Penzel) in the philo logically correct version denotes "brush", this probably being a reflection of the painter's profession of his father or grandfa ther. In all likelihood he came to Poland around 1750 and set tled at Buczacz (some 150 km to the southeast of Lvov, now Ukraine), where he set up a family 5 and became court artist to Mikotaj Potocki, a rich and eccentric aristocrat and eminent art patron. The association with Potocki's household did not pre vent Pinsel from accepting commissions from other clients. Most of his works were intended for the structures designed by the prominent architect Bernard Meretyn. The sculptor, together with his assistants, undoubtedly belonged to a stand ing team of builders and decorators directed by Meretyn, the lump sum system used by that architect for settling accounts with the investors being one of the reasons for the paucity of data concerning Pinsel. This close collaboration came to an end only with Meretyn's death in 1759.
The sources contain information on Pinsel's work in no more than three places: the Trinitarian church (1756-1757, possibly one figure preserved) and the Greek-Catholic Cathedral of St George in Lvov (1759-1761, figures on the facade), and the church at Monasterzyska (1761, two extant figures). Furthermore, well-grounded attributions link with him the sculpted decoration of the Buczacz townhall (early 1750s, badly damaged), complete interior decoration of the churches at Horodenka (c. 1752-1755, a few surviving, considerably damaged figures) and Hodowica (1757-1758, preserved almost complete, in the Lvov Art Gallery), and a few separate sculptures. Undoubtedly, Pinsel managed a workshop employing several assistants. From every indication Maciej Polejowski, the most remarkable exponent of the younger generation of artists of the Lvov school, was his pupil, while Antoni Sztyl (Still) was his collaborator, at least in the last stage the master's life.
Johann Georg Pinsel died towards the end of 1761 or early in 1762. The date of his death is delimited by the last recorded payments for his works at Monasterzyska in September 1761 6 and the next marriage of his widow, Marianna, in October 1762 7 . In view of no more than about ten years of Pinsel's activi ty in Poland it seems that the abovegiven list of his creations is complete or almost complete and that there is practically no more chance of its being essentially added to. Of course there remains a separate problem of Pinsel's work in the period pre ceding his settlement at Buczacz. Up to now we are com pletely in the dark about it; one of the obstacles to its possible identification in the future is the fact that in all likelihood Pinsel never attained the status of guild master 8 , which means that in the centres of the stabilized structure of municipal laws he could not undertake any independent task (while in the remote provinces of Poland the guild rights were treated liberally, and the constant shortage of qualified artists gave scope for com missions to those lacking formal qualifications).
The statement that in theory we know the relatively com plete oeuvre of Pinsel from the period of his activity in Poland, is not, unfortunately, tantamount to the possibility of carrying out fullscale studies on it. Here we owe a more lengthy expla nation of this state of affairs to the Western reader, who is not acquainted with the dramatic fate of the territories on which the artist worked. Pinsel's artistic legacy suffered some losses as early as the close of the 18 th century (secularization of the Trinitarian church in Lvov, resulting in the destruction or dis persal of its furnishings) and in the 19 th century (a fire in the Buczacz townhall, which considerably damaged its sculpted decoration). A number of losses were also brought about by the First World War. However, when the 1920s and 1930s saw the commencement of intensive studies on 18 th century sculp ture, there still existed the three largest sets of Pinsel's sculp tures, which combined into the splendid decoration of church interiors at Horodenka, Hodowica, and Monasterzyska. Today the good quality photographs taken then are for us the invalu able documentation of objects now lost, as none of the above mentioned sets of sculptures has survived in its original spa tial arrangement (the only extant intact work is the facade of the Cathedral of St George in Lvov, designed by Meretyn, with three monumental sculptures by Pinsel). It is especially dis tressing that the losses were not due to "objective" factors such as, for instance, hostilities or a fire, but were caused by deliberate human doing motivated by an insane ideology. When in 1939 the eastern territories of Poland were occupied by the USSR, this being ultimately sealed by the Yalta agree ment, the Soviet authorities set about systematic disposing of any evidence of the previous political and cultural situation. An exceptionally intensive devastating fury affected the monu ments of art of the Roman Catholic Church, this resulting from an enmity at many levels, as it were, towards religion as such, towards a religion particularly alien to Russia, and towards the Polish element on those territories, identified with Catholicism. It is only now that the actual extent of cultural losses caused between 1939 and 1989 can be gradually appraised, thanks to a systematic campaign of inventorying historical monuments 9 . As for sculptural complexes by Pinsel, almost totally destroyed are those which decorated the churches at Horodenka and Monasterzyska. On the other hand, practically all figures once forming part of the magnificent composition of the high altar in the parish church at Hodowica have been saved thanks to the efforts of the staff of the Lvov Art Gallery. Unfortunately, the church itself, an elegant structure designed by Meretyn, today presents a pitiful ruin beyond repair. cution was evidently entrusted to an anonymous member of the workshop, known from several works, mainly in Buczacz 37 . He did his utmost to imitate his master's style (whereby the somewhat inferior quality of the figures does not disrupt the stylistic unity of the altar); nevertheless, he was unable to achieve the technical and expressive quality akin to Pinsel's. It is worth adding here that this artist, working in the immediate entourage of Pinsel, followed the manner of shap ing metalliccrisp draperies, unlike Pinsel but typical of the remaining exponents of the Lvov school. Despite the above V.
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•if achievements. Rendered in a dancing contrapposto, enwrapped in extremely voluminous draperies, the figure -similarly as the aforesaid small Crucifix -verges on an ornamental-abstract composition. The Madonna is wiping the relief tears, running down the cheeks of her pain-stricken face, with a kerchief held in the left hand.
The sculpture of The Mother of Sorrows is strikingly beau tiful. One admires the liveliness of her pose, precision in ren dering anatomical details, and sumptuousness of the drape ries. It is only on closer analysis that some doubts may arise because of the conceptual discrepancy between the impres sion of that grandeur and beauty and the role played by the Mother of God in the drama of the Passion. In this respect Pinsel failed to achieve a complete unity of expression, though the characteristic motif of wiping tears with a kerchief may be accepted as his attempt to render human feelings in a natural way (imprese), this method deriving from the circle of The founder of the church, Rev. Szczepan Mikulski, engaging eminent artists and together with them responsible for the concept of the church, evidently did it to the glory of God and also to satisfy his own refined aesthetic needs. It is perhaps not accidentally that he decided to choose Hodowica as his permanent residence in the last years of his life. The architecture and decoration of the Hodowica church were very highly valued by the contemporaries, as is attested by the creation of its replicas at Kotomyja (17611772), Busk (after 1766before 1779), Lopatyn (c. 1772), and Brzozdowce (c. 1769) (the first three were founded by the Rev. Mikulski). In at least two of them (Busk, Brzozdowce) it was also attempted to repeat the arrangement of the Hodowica high altar. Undoubtedly copies of the design of Meretyn and Pinsel were used by builders on the sites, but none of the imitations realised after the death of both masters attained the quality of the original 51 . Likewise, Johann Georg Pinsel had an immense impact on the development of sculpture in the Lvov circle between about 1760 and 1780. Most of his figures served as models imitated several or even some dozen times 52 . His drawings, bozzetti and modelli, must have counted among the most val ued technical aids. It is interesting to note that there were fre quent attempts to reduce his sculptures to relief forms. For all the extraordinary popularity of the master's prototypes, only the most talented of his imitators were able to refer relatively integrally to his work, but they remained far behind the expressive power of his creations.
Johann Georg Pinsel's oeuvre requires further study. First of all the place of his artistic training remains to be estab lished. The present state of research proves that he was an excellent representative of Central European technical tradi tion, which he harmoniously combined with Italian inspira tions. Attempts to associate him with the Prague milieu 53 , not at all groundless, on account of the character of his expres sionism, akin to that appearing in Matias Bernard Braun and Ignac Rohrbach (active in Chrudim), need to be developed and ascertained by source material. It is also worth asking a "demode" question about the stylistic determination of Pinsel's art. For Central European sculpture (especially Bavarian, but also Lvov) the term "Rococo" has been adopted, which is justified by the specific character of development of art in these territories. However, for the sake of terminological precision, Pinsel would have to be ranked as a Late Baroque rather than Rococo master, owing to the dynamism, expres sion, and religious pathos of his art. A truly Rococo delicacy and grace distinguish the works of the younger generation of Lvov sculptors, with Maciej Polejowski at the head of them, who were active from the 1760s to 1780s.
The herepresented fragment of Johann Georg Pinsel's oeuvre and Bernard Meretyn's work constituting its archi tectural setting, are but a fraction of 18 th century artistic out put in the former eastern territories of the Polish Common wealth, today in Lithuania, Byelorussia, and Ukraine. The sculpture of the Lvov circle, with Pinsel as its most out standing representative, is its most valuable manifestation among the visual arts. Its direct counterpart in architecture were the works of Bernard Meretyn but also those of Jan de Witte who worked contemporarily on the same territory, and the entire Wilno (Vilnius) school of architecture with its chief exponent Johann Christoph Glaubitz. This art, dramatically decimated owing to historical circumstances and not yet thoroughly investigated, proves that the culture of Central Europe reaches much farther to the east and north than is usually accepted.
